This paper discusses the shift in the representation of the family through a case study of Lost City (2012City ( -2013. The programme challenges the dominant representations of the family on Super Dad (1993 -1997 ), Father's Home (1997-2002, The Falling Leaves (2005Leaves ( -2010 and Lost City, this paper examines the discursive shift in the representation of the family on Turkish television.
Introduction
Turkish Radio and Television Law (1983) (Cummings, 1988: 80) . Meanwhile, motherhood and marriage was central to the role of the female characters of television families during the 1970s and 1980s (Albada, 2000) . These representations reinforce the idea 'that television predominantly presents a singular view of family' as traditional and happy consisting of white, nuclear, middle-class members (Albada, 2000: 81) . In their cross-national analysis of Australia, Denmark, Hungary and Britain, Linne and Hartman (1986) also show that the most common type portrayed in the television shows at this time was the nuclear family. This began to change in the 1990s with a wider variety of families portrayed on television.
Whilst there has been a recognition that there are alternatives to the nuclear family, looking beyond television, Chambers (2000: 200) argues that 'three key constellations of familial meanings can be detected in popular media and public discourses'. The first familial meaning is constructed around the 'ideal' type of family as a nuclear, white, heterosexual unit which is taken as normal and universal. The second addresses the family as a dysfunctional unit, mostly seen in horror and crime films, television dramas, which frame 'individuals within defective familial relations or revel in exposing the steamy, explosive and scandalous violations of family morality and sexual betrayal' (Chambers, 2000: 200) . In the third category, we find families made of individuals with various identities, in contrast to the biological, heterosexual, white ideal family, although this category is implicitly 'committed to the transformation of all social relationships into familial ones' (Chambers, 2000: 200) . One can argue that the three categories of familial representations also apply to Turkish television, despite the fact that it is difficult to see alternative familial formations on Turkish television.
After discussing the main trends of familial representations on television, I shall focus on the Lost City, a series exploring different forms of the family and which might be seen to fall into the third category described by Chambers.
Between the neighbourhood and fatherhood: conservative constructions of the family in

Turkish television dramas
The term 'family drama' on Turkish television corresponds to a diversity which is characterized by various tendencies and representations encompassing families led by an authoritarian father (Father`s Home/Baba Evi 1997 -2001 , the struggle of single women with her children (Zerda 2002 -2004 , Aliye 2004 -2006 , and so on. Along with this diversity, most of the television families are placed within a particular neighbourhood culture.
lines during the Ottoman rule. This configuration of neighbourhood settlements changed particularly after the Second World War, although socio-economic stratification had begun with the First World War. Whilst the population, settlement, and social characteristics of neighbourhoods has very much changed since then, the representations on television evoke a nostalgic look back to an idealized past assuming neighbourhoods as 'communities with a certain degree of autonomous control over their day-to-day affairs and a degree of communal solidarity, with a myriad of informal mechanisms for monitoring and regulating public morality' (Duben and Behar, 2002: 30) . In this regard, neighbours and neighbourhoods in TV dramas provide a social setting for TV families, situate them within the broader picture of community, and help to make concrete the abstract concept of 'society' in the drama. For instance in Super Dad (Super Baba, 1993 -1997 and Father`s Home, which introduce controversial representations of fatherhood, a contrast between the caring and loving father of Super Dad with the controlling and stubborn father of Father`s Home, the family in each case is surrounded by a lively neighbourhood life in the town centre.
There are two significant examples that construct neighbourhood as a big family: Sister Perihan (Perihan Abla, 1986 -1988 and Ours (Bizimkiler, 1989 (Bizimkiler, -2002 , both of which are considered as classics of Turkish television culture and set the narrative framework for their successors. Shot in the Kuzguncuk neighbourhood of Istanbul, Sister Perihan involves the story of a woman, Perihan, who takes care of her two siblings after the death of her parents, and the relationship with her loyal lover Şakir who desperately wants to marry her. Sister Perihan portrays the ideal of a warm and integrated neighbourhood culture. It features the local shop owners, such as the grocer Osman and butcher Cavit, a male-only coffee shop that is portrayed as the heart of neighbourhood life, and the motherly Perihan receiving frequent visits from her gossipy neighbour Merakli Melahat. On the other hand, another Turkish television classic, Ours, suggests a different form of neighbourliness in a high-rise block where the middle-class Basaran family with two children lives. An alcoholic, a cock fighter, an over-controlling building manager (who is elected from among the residents), an Almanci (Turkish immigrant returned from Germany), and a porter of the building make up the Basaran family's neighbours. The spatial geography of the neighbourhood is reduced to a single ordinary building in Ours, a building which it can be imagined is located in any town in Turkey, implicitly breaking the monopoly of Istanbul as the setting for family dramas and thus appealing to urban audience of other cities.
Regarding American television of the fifties, Spiegel (1992: 129) denotes that the medium 'provided an illusion of the ideal neighborhood -the way it was supposed to be'. Similarly, Turkish television dramas depicted an ideal neighbourhood usually identified by 'organic solidarity' in which each member carries out a particular role within the neighbourhood community. A key figure in such series is the tattler of the neighbourhood, a woman who gossips and carries information about neighbourhood persons and events, and unintentionally stirs up trouble while warning members about the potential problems awaiting them. She can be found in the character of Merakli Melahat in Sister Perihan, and appears as Muzevir Muzeyyen in the series Chiefs of Neighbourhood (Mahallenin Muhtarlari, 1992 -2002 which takes place in Maltepe, Istanbul -the name Muzevir Muzeyyen, refers to the Turkish idiom for the cultural stereotype of a gossiping woman. Despite her gossiping she is tolerated by the other members of the community who are aware that she means no real harm in disseminating recent news about neighbourhood life. Characters such as the neighbourhood butcher, grocer, coffee shop owner, and greengrocer not only provide goods and services for the area, but also play a role in the construction of the community culture of the neighbourhood. The organic solidarity is complemented by a particular history that shapes the identity of the neighbourhood, usually conveyed by local shop owners who pass it on to new generations and new residents through the stories they tell.
Neighbourhoods in television dramas are mostly represented with detached or semi-detached houses and a small town centre with local shops (an exception being the tower block of Ours which itself provides the neighbourhood locale). Local shops operate as a meeting point for the residents in which recent news about life in the neighbourhood is shared and circulated. In this regard, shops such as the bakers, hairdressers, butchers and grocers are the places in which social interaction among the community members are generated. In Second Spring (Ikinci Bahar, 1998 -2001 , which until recently had been re-broadcasted several times on different television channels due to its significant popularity, Ali Haydar`s kebab shop operates as a meeting place for the residents of the Samatya neighbourhood. But neighbourliness does not only refer to sharing a spatial allocation, it also comprises a common set of social relations that regulate the residents' lives. In this sense sharing a neighbourhood means that the residents are bounded by a common set of moral rules and manners, such as, for example, those involving the honour of women which must be respected and protected for the sake of the neighbourhood. Hence, the neighbourhood operates as a means of control for the privacy of the characters, particularly the female characters, and a moral reference point for the values of the community. When the mother of the Somuncu family, Ayhan, in Bread and Butter (Ekmek Teknesi, 2002 -2005 finds out that one of her daughters, Songul, has a Chinese boyfriend and plans soon to marry him, she finds her daughter`s decision unacceptable both because she is to marry a foreigner and because she has taken the decision to marry without asking her parents` permission. Ayhan threatens Songul, and her other daughters and the son, shouting to them: 'Do you never think that there are neighbours, there are acquaintances, there is Allah?!' In these dramas, neighbours keep an eye on the clothing, attitude and social relations of female characters and usually an elderly female neighbour keeps an eye at the window or the balcony to check the comings and goings within the neighbourhood or the behaviour of the residents on the street or in the town centre.
Exceptionally in Ours, it is the alcoholic Cemil who spends his time drinking by the window, informing the residents about the movement in the building by pretending to tell his wife who is inside the apartment about what is going on but in a loud enough voice that the neighbours can hear. Neighbourhood surveillance is conducted by particular characters and eventually the 'deviant' is pressurized to conform by the entire neighbourhood community for the sake of the 'collective good'. The whole family, and not just the woman, is often under threat of exclusion from the neighbourhood when the woman's attitude is found to be unacceptable in terms of the moral values of the community. 'Neighbourhood pressure' is the price that individuals and their families have to pay when they violate the social conventions of the neighbourhood. In this regard, neighbourhood culture protects conservative family values at the expense of individual freedom and privacy.
In a way similar to the social surveillance of neighbourhood, the father in these family dramas usually stands as the protector of the family and its conservative values. The difference between the preferences and life-style of the children, on the one hand, and the father, on the other, usually serve as the main source of conflict in most family dramas, as well as some sitcoms. While the father is an embodiment of patriarchal conservative norms in the way he attempts to control the lives of his children, particularly the lives of his daughters, his children rebel against them or suffer from their father`s authoritarian attitude. The character of Bilge in Father`s Home, who has been removed from school by her father because she has a boyfriend, resists her father`s control by finding a way to register for a course that prepares her for the university entrance exams. The father Mahmut is portrayed as an intolerant dominant man who abuses his wife and two daughters, and eventually his wife abandons him when she realizes that Mahmut is cheating on her to start work as a teacher, something she had to give up when she married him. His daughter Bilge works hard to enter university and choses to study theatre despite her father`s opposition, while her elder sister, Safiye, marries a man of her own choosing. Father`s Home is exceptional in the way it criticizes the malecentred family structure in which female characters are confined to the domestic sphere. On several occasions, Mahmut and his worldview are described as 'out-dated' by other characters, and most of the female characters work outside the home and challenge the male domination in their families. Nevertheless, eventually Mahmut gains acceptance by his family when he learns to respect his wife`s and children`s preferences and is re-established as the leader of the family. The final programme of Father`s Home suggests that modern fatherhood is a way of achieving reconciliation with the female characters who struggle with the maledomination in the household.
Despite the questioning characters of Father`s Home, the daughters of the Tekin family in The Falling Leaves (Yaprak Dokumu, 2006 -2010 deal with various troubles when they violate the boundaries drawn by their father. Adapted from the novel by Resat Nuri Guntekin, written in the early Republican period, The Falling Leaves over-dramatizes the challenge posed to the authority of the father by modernity. As in the sit-coms Fathers are Last to Hear (En Son Babalar Duyar, 2002 -2006 ), and Children Must Not Hear (Cocuklar Duymasin, 2002 Leaves, Tekin's children are swept into their own catastrophes as they move away from the familial values as set by their father, Ali Riza. Despite their differences, the popularity and longevity of these dramas indicate a continuity in the importance of the role of the father in the making of television families.
'At least the kid can have a sweet home': a novel conception of family?
Lost City is considered an alternative to the conventional dramas framed by the idealization of the family and a conservative neighbourhood culture because of its exceptional discourse on family and identity which gave voice to underrepresented groups such as the lower classes, transgender people and immigrants. It was aired on a leading private TV channel, Kanal D, on 24 September 2012 and lasted for 26 episodes until its sudden end on 25 March 2013. Unlike its counterparts, the ninety minute-long drama was not always broadcast at the same time each week but occupied different time slots on different days which, according to Gunebakan (2013) , served to disadvantage the programme even though it appealed to a significant audience. Lost City`s unexpected end led many to regard the changes in its broadcasting slot as a plot to end the drama which had received high ratings (Gunebakan, 2013) . Meryem`s protectionist attitude goes so far that she reports the lover of her daughter, Seher, who is a Black illegal immigrant 5 , to the police when she finds out about their relationship.
Lost City begins with the migration of the Toptas family from a village in the Black
This leads to the police shooting him dead. When Seher realizes that her lover Daniel has been shot because of her mother`s actions, she leaves home and refuses to talk with Meryem.
Seher rebels not only against Meryem, but also against the racism surrounding her relationship with Daniel, the discrimination against migrants, and the discrimination against women expressed in the way her brothers try to control her life, criticize her relationship and try to force her to end it. Seher keeps questioning her brothers` privileged position whilst her life is under patriarchal restrictions. Arguing with her elder brother Irfan, Seher screams: 'All rights are granted to you, aren`t they?! You`re born right brother, aren`t you?!' Unlike the character Songul in Bread and Butter, who complies with her mother's wishes to leave her foreign boyfriend, Seher defends her relationship with Daniel and, despite her loss but through her determination, she is finally reconciled with her family including her mother.
Seher refuses when her mother and brothers insist that she come back home, as she aims to 'stand on her own two feet', find a job and a place to live and be successful. She does not return to her 'sweet home', even after she is reconciled with her family:
Mum, I left home because I was angry at you, this is true. But now, the reason I leave is not to punish you. I've learned how to stand on my own feet from you. I've made a life of my own now.
Actually, I apply what I`ve learned from you, I do nothing else. Let me leave and prove myself that I`m your daughter and need no one.
As with other female characters in the series, the Toptas women are portrayed as strong, independent and determined, and the women`s resistance against patriarchal norms and values is a dominant theme in Lost City. The Toptas` neighbour Aysel, a sex worker, is portrayed as a strong and independent women struggling with her obsessed lover Ethem while getting closer to one of Meryem's sons, Irfan, who wants to become a footballer despite his mother`s opposition. Aysel was sexually abused by her uncle when she was adopted by him after the death of her parents in a car accident. She fell in love with Ethem when she was a teenager, however she leaves him after he cheats on her and she starts working as a prostitute. The serial bravely raises the incest issue, a social taboo, rarely depicted in TV fictions in Turkey.
On the other hand, another neighbour, the dry-cleaner Zehra works hard to contribute to the income of her family, while her brother, Murat, pressurizes her to enter into an arranged marriage with his boss where he works as a car mechanic. Nevertheless, Zehra's father, Despite raising questions about the family as a social institution, Lost City has been criticized for normalizing the most rebellious character Aysel, the sex worker, who believes in neither family nor marriage, and re-affirming the heterosexual nuclear form of family (Gunacti and Sarigul, 2013) After Nurdan, a woman who had been sheltering in Aysel's house (to help out the association that Seher works for and who are protecting Nurdan from marital violence), is murdered by her husband, Aysel looks after their daughter Cilem and becomes emotionally attached to her. Aysel and Irfan decide to take care of Cilem for a while, before handing her to social services, in order to protect the child from her runaway father. After Cilem`s father is arrested, Aysel wants to adopt Cilem who is an illegal immigrant, saying 'at least the kid can have a sweet home', while Irfan suggests that he be registered as her father. Convinced of Irfan`s sense of responsibility and touched by the bond that Irfan and she have established with Cilem, Aysel takes the exceptional decision to marry Irfan. Lost City does not reject the family as a social unity but rather questions the notion of family homogeneity and that the family has to be made up of people of similar backgrounds. The drama ask the viewer to reconsider membership of 'the family' as something beyond similarities of race, class, ethnicity, and the bond of blood.
Conclusion
The The representation of the family in Lost City, with its different framework, plays a constructive role towards an acknowledgement of broader social issues such as sexuality, gender, and race. It has revised the televisual families that only consist of members from similar backgrounds and has invited excluded identities into the 'sweet home' of the Turkish family. The good boy of the Toptas family, Irfan, finds himself helping out Duygu, a transgender sex worker, who is brutally attacked by 'unknown assailants' very early on after his move to Istanbul. The violence against transgender people, a contemporary issue in Turkey that has broadly been ignored, is raised in Lost City from a critical perspective. The fact that a transgender character is played by a transgender actress contributed a great deal to the visibility of, and gave voice to, transgender identities in Turkey. prostitute and an orphan child, the latter a man who has defied his own family in order to make a family with the 'unwanted', something very different from the ideal marriage that Turkish audience are used to watching on television. Aysel`s transformation from someone who shouts at Irfan when he is trying to correctly lay the breakfast table for her in her house:
'Bro, do you think that this is your mother`s sweet home?', to the person who announces to
Irfan in the final episode that she wants to be the new mother of Cilem and says: 'If she is not
